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Meanings of bian %, bianxiang S244 and bianwen ® SC 


Seishi KARASHIMA 


Prologue 

Concerning the meanings of bian % and bianwen *£, which appear in the titles 
of 18 Dunhuang manuscripts’, there have been dozens of articles’ written, but their meanings 
and definitions remain obscure. As is pointed out, they are clearly related to paintings. 
However, as their meanings have not been clearly defined, some Dunhuang documents, 
which are apparently nothing to do with paintings, are often incorrectly labelled in modern 
publications as bianwen. In addition, it is not yet clear how they are related to paintings. At 
first, we shall investigate the meaning of bian * in Chinese translations, which have parallels 
in other languages, and then in non-translation texts. After that, we shall examine the 
meaning of bianxiang *£4H, and finally clarify what bianwen ®£X means. 


(1) Bian %, meaning “design; figure; picture’, in Chinese translations 
(1.1) Bian #, meaning “design”, in the Chinese translation of the Samantapasadika 
In the Shanjianlii Piposha #4 FEEL (T. 24, no. 1462), a Chinese version of 
the Samantapdsddika, Buddhaghosa’s commentary on the Pali Vinaya, translated by 
Samghabhadra in 489 C.E. in Guangzhou /e#/, the word bian #, meaning “design” occurs: 
On an oil-pot either made of horn or bamboo ... one cannot make any figures of man or 
woman but one can make [other] figures. On a pillow-cover, floor-carpet, foot-mat ... the 
bowl-cover, the leaf of the palm-fan and things like these —— on these one may carve 
down various kinds of big designs (i#%#).* (Sp[Ch.tr]225f.) 


*T should like to thank Peter Lait, Susan Roach and Rieko Ishizaka for checking my English. I am grateful to 
Qiu Yunging, who investigated all the occurrences of bian # in the Chinese Buddhist Canons, using the 
database, on my request; to Li Cheng-Jung, who checked the quotations from the Chinese texts. 

‘They are West, ees, /\ AS, See he Ta PRA IA KA, WERE 
manuscripts), W2/\4F AE ye EE, Sop FE, ACA EE, PE; ERE SE (2 manuscripts), AF ae TA] 
REESE (4 manuscripts), AF PEN and HEF BABE. Cf. Kanaoka 1990: 65f.; Takai 2011 (concerning 
Choubian BLE). 

> Cf. Mair 1989: 36~72; Kanaoka 1990: 61~84; Wu 1992; Arami 2003; Yu 2009: 25~67; Arami 2010: 3~61. 
Mair introduced around forty theories about these expressions. He himself maintains that bian means 
“supernatural transformation”. 

> Cf. Mair 1989; Kanaoka 1990: 65~82; Arami 2003 etc. 

‘T. 24, no. 1462, 728b18~23: ihiniikas, FAL fa. 7. Wa, BAK, AAR SCIAVEIK, Bee, Fad, 
AAT, 4, DURE, fa BEE, Yee, Moka, SW, Ba, RYE. PES, SPEC, PL DHE 
pe, Wem, AF Sls, In a similar context in the same text, xingmd f%A (“design”) 
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The parallel sentences of the Pali version of the text read as follows: 
On an oil-pot either made of horn or bamboo ... one may make any decoration (vanna- 
matthakamma) except for figures of a man or woman. On a bed, a chair, a cushion, a 
pillow-cover, floor-carpet, foot-mat ... a bowl-cover, the handle of a palm-fan and a fan 
— on all of these, one may make decorations of designs of garlands etc. (malakammddi- 
vannamatthakammam). 
It is clear that bian *# corresponds to either vannamatthakamma (Skt. *varnamrsta-karman; 
“lit. painting and polishing; decoration”) or kamma (Skt. karman) of malakamma (“wreath 
design”; cf. lata-kamma “creeper design’). 
(1.2) Bian %, meaning “figure”, in the Amoghapdasakalparaja 
In the Chinese translation of the Amoghapdasakalpardja, namely Bukong juansuo 
shenbian zhenyan jing 7.22 #458 tH UX (T. 20, no. 1092), translated by Bodhiruci =f 
jitas (fl. 693~722 C.E.) in 709 C.E., we find descriptions of the four small halls in which 
statues of various Buddhas and Bodhisatva are placed. Such statues are designated as bian 


$3" 


S 


i 


Further, outside (the external court }5¢), (four) halls of 10 hastas (ca. 450 cm) in 
length and width are to be built; the earth should be cleaned and smeared (with cow 
dung). 

(In the hall), which faces the west gate of the (main) mandala (hall), a round mandala 
of 8 hastas (ca. 360 cm) in diameter (should be built). Its platform should be 2 hastas (ca. 
90 cm) high and be painted according to the teachings. Only the east gate (of the 
building) should be open. (The inside should be) adorned with banners and flowers, 
arranged in rows. Within it, a figure (#4) of Amitabha Buddha in the Pure Land (74. hiJ 
ifSKE GE) should be placed, facing east. Manifold flowers, incense, food, drink, and 
fragrant water should be laid out as offerings. 

(In the hall), which faces the north gate of the (main) mandala (hall), a rectangular 
mandala of 8 hastas (in length and width should be built). Its platform should be 2 hastas 
high and be painted according to the teachings. Only the south gate (of the building) 
should be open. (The inside should be) adorned with banners and flowers. Within it, 
figures (%) of Vairocana Buddha, Ksitigarbha Bodhisatva, Maitreya Bodhisatva and 
Amoghakrodharaja should be placed, facing south. Many flowers, incense, food, drink, 
and fragrant water should be laid out as offerings. 

(In the hall), which faces the east gate of the (main) mandala (hall), a rectangular 
mandala of 8 hastas (in length and width should be built). Its platform should be 2 hastas 
high and be painted according to the teachings. Only the west gate (of the building) 
should be open. (The inside should be) adorned with banners and flowers, arranged in 
rows. Within it, figures (#) of Sakyamuni Buddha, *Vajrapani-guhyakadhipati (4142 )4l 


instead of bian % is used: 728b10f. JURA, AAERIGEE BRIG ES (“If he has a boring-awl [ara-kantaka] 
for cutting, then he cannot carve designs of birds and beasts on it.” [cf. Sp(Ch.tr)225]). 
> telabhajanesu visadne va nalivam va ... thapetva itthirupam purisaruipan ca avasesam sabbam pi 


vannamatthakammam (<°matta°) vattati. mancapithe bhisibimbohane bhimattharane (<°na) padapunchane ... 
pattapidhane talavante ca vijane (<vijane) etesu sabbam malakammddi-vannamatthakammam (<°matta°) 
vattati (Sp II 293.12~20). 
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W248 ==) Bodhisatva, *Amoghapaéasiddhiraja (*22* SR 7SHE) and *Amoghama- 
hakrodharaja (K2ERK GRE) should be placed, facing west. Flowers, incense, food, 
drink, and fragrant water should be laid out as offerings. 

(In the hall), which faces the south gate of the (main) mandala (hall), a rectangular 
mandala of 8 hastas (in length and width should be built). Its platform should be 3 hastas 
high. Every sides of the mandala should be decorated with images of mountains and 
painted according to the teachings. Only the north gate (of the building) should be open. 
(The inside should be) adorned with arrangements of manifold banners and parasols. 
Within it, figures (%) of *Amoghapaéa-avalokitesvara (7.2245 58 ELIE EY) Bodhisatva, 
Lokendraraja Tathagata and Majfijusri Bodhisatva and a statue ({§%) of Sarvani- 


varanaviskambhin should be placed, facing north. Many flowers, incense, food, drink, 
fragrant water, incense made from white sandalwood, aloe wood, the turuska herb, 
camphor and saffron, should be laid out as offerings.° 
In the Sanskrit version of the same text, the parallel part (80 verso 7~81 recto 3)’ reads as 
follows: 

To the west (of the main mandala hall), upon an elevated round platform, a fine cloth 
(with a painting) of Sukhavatt should be hung, facing the (main) mandala and then, a 
figure (bimba) of Amitabha, (figures of) the holy AvalokiteSvara and Mahasthamaprapta 
should be placed there as well. 

To the east (of the main mandala hall), upon a high and rectangular platform, a cloth 
(with a painting) of Vimoksamandala should be hung, facing the (main) mandala and 
then, a figure (bimba) of Sakyamuni, (figures of) the holy Vajradhara and Amogha- 
pasakrodha should be placed there as well. 

To the south (of the main mandala hall), upon a high, mountain-shaped platform, a 
cloth (with a painting) of Amoghapasa should be hung, facing the (main) mandala and 
then, (figures of) Lokendraraja Tathagata, Mafjusri and Sarvanivaranaviskambhin should 
be placed there as well. 

To the north (of the main mandala hall), upon a high, same-shaped platform (as 
before), a cloth (with a painting) of Krodharaja should be hung, facing the (main) 
mandala and then, (figures of) Vairocana Tathagata, Maitreya and Ksitigarbha should be 
placed there as well. 

In all (these small halls), the places (where the holy ones are placed) should be 
decorated; decorations with silk cloth and garlands should be made; all sorts of decora- 


°T. 20, no. 1092, 302c13~303a2. IAUME TING, ANGE. BPEPY/ UNTEISE, Jires Ae heal 
ato MERRY. RRR EBOITE SH HATES Bale RS, TA, De, Lf. BL BME 
®, BUCY VN, AN aha, WERT PAT. RRR, SEB, PIPL Hh 
Hes Bae, ee NEAR ES, TP. DAE, Be. OK. BR Bk ee, BR IN 
M4, Ser INES, MERA VEE. PRRRE ROWE. PI ASuZ Je phst, PLsellaR Ee ee, AR 
TERASR AIEEE, PG, bee, A. fk. BR Ae, SA VN, 
7. IN. SUN PLS le. MERA. IR vl. HE) CE, YP NA A SR 
Ta hes, THRE IRS, RSS FI es, PR ee, Td, Dee, kK. BL AK. 
HR. WOKS. BRO. HENS. Ese Bees, 
7 This part of the manuscript, now preserved in Lhasa, is transcribed in: Annual of the Institute for Comprehen- 
sive Studies of Buddhism, Taisho University, Tokyo, vol. 26 (2004): 179~180. 
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tions should be made; a pitcher, filled with water, should be brought in; heaps of incense 
should be made; manifold sorts of (drink?) of excellent taste and manifold sorts of food 
should be piled up; manifold kinds of fruit should be piled up; alms-food should be 
heaped up; alms-food should be placed; mixed incense from sandalwood, aloe wood, the 
turuska herb, camphor, musk and saffron, should be offered to the painted cloth.* 
It is clear that bian * in the Chinese translation corresponds to Skt. bimba (“an image, 
picture; figure”’) both of which do not mean “a painting” but rather “a figure, statue” in the 
above-quoted sentences. 
(1.3) Bian , meaning “painting”, in the Malasarvastivada-vinaya 
Also, in the Chinese translation of the Ksudrakavastu of the Milasarvastivadins, 
Genben Shuoyigieyoubu Pinaye Zashi B&ASH#E—U) A HB FLASHES? (T. 24, no. 1451), 
translated by Yijing #€/Jt, around 710 C.E., we find the expression bian *# in the context of 
painting pictures: 


Having donated the garden of (Jetavana to the Buddha), Anathapindada thought as 
follows: “If there is no painting, (the monastery) is then not majestic. If the Buddha 
allows, I shall adorn (the monastery).” Thereupon, he went to the Buddha. The Buddha 
said: “You can paint as you like.” Hearing the Buddha’s permission, he collected 
colouring materials and made painters come and said: “Here are colouring materials with 
which you should paint the monastery.” They replied: “With which place should we start? 
What do you want to make us paint?” He replied: “I, myself, do not know. I shall ask the 
Buddha.” The Buddha said: “O householder! On (each of) the double doors of the (main) 
gate, a yaksa, holding a staff, should be painted. Then, on one side (i.e. of the door), a 
painting of the Great Miracle (A:#H381%), while on the other side, the wheel of the five 
destinies of birth and death should be painted. Under the eaves (of the main gate?), 
stories of the past lives (of the Buddha) should be painted. On the sides of the gate of the 
Buddha-hall, yaksas, holding garlands (mala), should be painted. On (the wall of) the 
lecture hall, a scene of an elder monk’s proclaiming the essence of the Dharma should be 
painted. On (the wall of) the dining hall, yaksas, holding rice-cakes, should be painted. 


8 pascimadisabhagena uccaparimandale Sukhavativyiihadusyapatam (<°pate) mandalam abhimukham sthapya 
Amitabhabimbam 4GryAvalokitesvaram Mahdasthamapraptai ca sthdpayam, pirvvadisabhadge catufra}sra-m- 
uccasthane (<°ana) Vimoksamandala{m}dusya<m> mandalam abhimukham  sthapya Sakyamunibimbam 
aryaVajradharam Amoghapasakrodhan ca sthapayam, daksinadisabhage Amoghapdsadusyam parvvatakara- 
uccasthane mandalam abhimukham sthadpya Lokendrardjas tathagatam sthapya Manjusri 
Sarvvanivaranaviskambhinan ca sthapayam, uttarasmi disabhage Krodharajadusya mandalam abhimukham 
sthapya Vairocanas tathagatam Maitreyam Ksitigarbhan ca sthapayam evamakaram uccasthanam. sarvvesv 
alamkrtasanam karttavyam, pattadamabhyalamkrtan ca karttavyam, sarvvdlankaravi<bhu>sitam 
purnnakumbho paricaritam gandhamanda<la>kamn ca karayam nanavividharasarasagrasukla 
nanarupabhaksaprakara-aharo paricitam nanaphalaracitam pindapatam nicitam pindapadtam sthapayitavyam. 
candanagarutu<ru>skakarpurakasturikakumkumamisrako dusyapate dhiipo datavya. 

° In the Saddharmapundarika, the word bimba is used in the meaning of both “painting” and “figure, statue”: SP 
24.8. vaidiiryamadhye va suvarnabimbam (“like a golden figure [placed] in the middle of lapis lazuli’); SP 
50.13. ratnamayan bimba (“statues made of jewels’’); SP 50.15~16. ye saptaratnamaya tatra kecid ye tamrika va 
tatha kamsika va | karapayisti sugatana bimba (Others, who had statues of buddhas made of the seven kinds of 
jewels, of copper or brass, ...”); 52.5 Glekhya bhittau sugatana bimban (<« bimbam) (“having painted images of 
buddhas on the wall, ...”). Cf. IBInsc I, p. 187, Kurkihar 52, bimba saugata (“a statue of the Buddha”; 931 
C.E.). 
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On the sides of the gate of the storehouse, yaksas, holding treasure'®, should be painted. 
On (the wall of) the water-storage room, a ndga, holding a water pitcher and wearing 
beautiful accessories, should be painted. On (the wall of) the room of the hot-bath house 
and furnace room should be painted according to the teaching of the divine messengers 
(of Yama; i.e. old age, sickness, death) and also some paintings of hells (4ii#) should 
be painted. On (the wall of) the room for the caring of sick (monks), a picture of the 
Tathagata’s taking care of a sick monk should be painted. On (the wall of) the toilet for 
urination or defecation, a terrifying-looking dead body should be painted. Inside each cell 
(of a monk), a bleached skeleton should be painted.” Having heard this from the Buddha, 
the householder, then, bowed to (the Buddha’s) feet and went away." 

The Tibetan version of same Vinaya text reads almost the same as the Chinese 
version. I shall here translate the part where the Buddha describes what and where pictures 
should be painted. 

The Buddha said: “O householder, if you want (to do) so, go ahead! Having made a 
yaksa with a staff in his hand, painted on the main door, you should make (the painters) 
paint the Great Miracle (cho ’phrul chen po) and the Fivefold Wheel of Transmigration 
on (the wall of) a room above the gate (sgo khang); a series of the Jatakas on (the walls 
of) the open passage (or courtyard; khyams); yaksas with garlands in their hands on the 
gate of the principal hall; (a scene of) elder monks’ thoroughly clarifying the Dharma in 
the ceremony hall; yaksas with food in their hands in the dining hall; yaksas with hooks 
(ankusa) in their hands on the gate of the storehouse; ndgas, holding water pitchers and 
being adorned with manifold ornaments, in the water(-storage) room; a theme from the 
Devasitra in the hot-bath house and a series of hells (dmyal ba’i rabs) in the furnace 
room; (a scene of) the Tathagata’s attending a sick (monk) in the room for the care of sick 
(monks); a frightening crematorium on the ground of the privy; a skeleton and a skull on 
the door of each cell (of a monk).’””” 

By comparing the Chinese translation with the Tibetan version, which is, generally speaking, 
loyal to a Sanskrit original, it becomes apparent that the expression bian * in both dashen- 


'° The Tibetan parallel reads Icags kyu “hook” (= Skt. ankusa). 

"'T. 24, no. 1451, 283a26~b11. MMR ARIZ, PPMbes: aR et, MEM Pe, BOOGEE 
fi, "BIEAG. Pia: “Mae, "PEO, Sein, JF. Re: “een, 
Fl: “etna fF? EY) 2” AS: “BONARA, RETO.” fis: “Beat | IAPR, HEP PSE, 
KT, TEASE, SSH, PPE ili, JEP, BPR (VL-)ACESF, ERPS, Seep Se 
NR. JAW, ESI, IAB, ERORE. PEP, TRESEN, AK, Bt 
HERRAGH, FREER, RAK, (RAMEN EZ, HED S WSS, MEE, SEMPRE A 
Wi, AMT, E(PBURIVARR. AIBA, KA “eRe, mens. 

? Derge, no. 6, tha 225b3~6; Peking, no. 1035, de 213a3~7. bcom Idan ’das kyis bka’ stsal pa | khyim bdag gal 
te de Ita na song la | re zhig (Peking shig) phyi sgor gnod sbyin lag na dbyug thogs ’drir bcug nas | sgo khang 
du ni cho ’phrul chen po dang ’khor ba’i ’khor lo cha Inga pa! khyams su ni skyes pa’i rabs kyi phreng ba! dri 
gtsang khang gi sgor ni gnod sbyin lag na phreng ba thogs pa dag | rim gro’i khang par ni dge slong gnas brtan 
gnas brtan chos rnam par gtan la ’bebs par byed pa! bkad sar ni gnod sbyin lag na zas thogs pa dag | mdzod 
kyi sgor ni gnod sbyin lag na Icags kyu thogs pa dag | chu’i khang par ni klu lag na bum pa thogs pa rgyan sna 
tshogs kyis brgyan ba dag | khrus khang ngam (Peking dam [s.e.]) | bsro gang du ni lha’i mdo las ’byung ba’am 
! gzhan dmyal ba’i rabs | nad pa’i sman khang du ni de bzhin gshegs pa nad pa’i nad g-yog mdzad pa | chab 
khung sar ni dur khrod shin tu ’jigs su rung ba! gnas khang gi sgor ni rus pa’i keng rus dang | mgo’i thod pa 
bri’o |. 
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tongbian K #0 and diyubian Hii does not mean “tranformation, supernatural power, 
miracle”, as often assumed, but rather “a painting” which “a painter” (Tib. ri mo = Skt. 
citrakara?) would produce. Therefore, dashentongbian K#HH0 and diyubian Hayks! may 
mean “a painting of the Great Miracle” and “painting(s) of hells”, respectively. However, as 
the Tibetan version shows, there might have been no original Indian word for bian * in the 
underlying Indian manuscript from which the Chinese translation was made. This means that 
Yijing added the expression bian * in order to make the contexts clear. Why did he not add 
tu lei], a common expression for “painting”, but bian #£? I shall answer this question later. 


(2) Bian #2, meaning “figure; painting”, in Chinese non-translation texts 
In the above-quoted Chinese translations, translated in 489, 709 and 710 C.E., 
respectively, the word bian * clearly means “design”, “figure, statue” (= Skt. bimba) and 
“painting”, all of which are attested in Chinese non-translation texts from pre-Tang periods as 
well.” 
(2.1) Bian %, meaning “figure”, in the Gaoseng Faxian zhuan Waits 
As far as I know, the first occurrence of bian * in the context of art is found in 
Faxian (RA 337~422 C.E.)’s Gaoseng Faxian zhuan iS (The Biography of Monk 
Faxian; ca. 414 C.E.), in which he describes the festival of the Buddha’s canine tooth in Sri 
Lanka. The tooth had been brought there from Kalinga in the 4 century and preserved in a 
shrine inside the palace. The king used to have the tooth brought out once a year in the 
middle of the third month and sent to a shrine of the Abhayagiri monastery. After 90 days, it 
was sent back to the shrine in the palace. Ten days before the procession of the tooth from the 
palace to the monastery, the king would make an announcement to the public. 
Having made the announcement, he, then, (ordered) manifold reincarnated figures (% 
Bil) of the Bodhisatva’s past five hundred lives to be created on both sides of the road. 
Some made Sudana(’s figure); some made Syama’s figure (f848)'"*; some made an 
elephant king; some made a deer and a horse. All these figures were brightly coloured 
and decorated, looking as if they were alive.'* Then, the Buddha’s tooth was brought out 
and carried along in the middle of the road to the Abhayagiri monastery. 
(2.2) Bian %, meaning “relief”, in the Luoyang qielan ji 4 ba MR 
The accounts of the journey of Song Yun (AZ) and the monk, Huisheng HA/E, 
who visited India between 519~522 C.E., are quoted in the fifth juan of Yang Xuanzhi (ta ti 
‘Z)’s Luoyang gielan ji }&bat#z ad (Records of Buddhist Monasteries in Luoyang; ca. 547 
C.E.). The following is a part of the description in Gandhara. 
Song Yun gave two slaves to the Stapa of Queli (@HIET#IEI)'® to serve for all their 


'3 The following materials have been investigated already by many scholars, e.g. Kanaoka 1990: 82~84. 

4 Shan & (MC. éjam) is a transliteration of BHS. Syama. Cf. Rao 1980 = 1993: 319~335. 

'ST. 51, no. 2085, 865b1~4. WENO, EPCRA ER ORE. BRE, BEI 
SB, BUFRE. SUERES. METRE HER. HOTEL. 

'6 A famous stipa in Peshawar. It is still not clear whether Queli #é#ff is a transliteration (MC. tsjak lje) or a 
translation. I agree with Sadakata (1980) and others that it is a transliteration, especially as a similar name Queli 
4644 (MC. tsjak li) for a temple in Kutsha, said to have been named after the former, is attested. Actually, the 
latter temple is also quoted as Queli #Z#f£ in the second juan of a commentary of the Shuijing 7K, written by 
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lives, sprinkling water and sweeping. Huisheng, for his part, reduced his travel expenses 
and chose carefully a skilled artisan and made him copy, by means of copper (or brass), 
the whole shape of the Stapa of Queli and reliefs (%) of four stapas of Sakya(muni 
Buddha)’’."* 
My assumption that bian * means “a relief” in the above-quoted sentence, is reinforced by 
the following sentence found in a bibliography of Jianzhen #1 (Jpn. Ganjin; 688~763 C.E.) 
— He came to Japan to propagate Buddhism in 754 after six failed attempts —, namely 
Tédai Waj6é Toseiden FF KM EWES (T. 51, no. 2089, 988~994), compiled by Mahito 
Genkai = A Jub in 779 C.E. In it, concerning a legendary Ashokan stapa at Ayuwang si fa] 
A ES# in Ningbo #23, it says: 

This stipa is not made of metal, jade, stone, earth, copper nor iron. The sculptures of a 
blackish-violet colour are marvellous. There is a relief of the prince, (Maha)Satva, (who 
gave his body to a hungry tigress and her cubs) (b##it-.J-%) on one side; a relief of (the 
Bodhisatva’s) giving his eyes (#74) on another; a relief of (his) holding out his head 
(tHE) on the third side and a relief of his saving a dove (#<f5) on the fourth." 

(2.3) Bian , meaning “painting”, in the Liangshu 9274 

In the chapter on barbarians, Zhuyi liezhuan “HATE by name, in the official 
history of the Liang dynasty ¥% (502~557 C.E.), namely the Liangshu 227% (The Book of 
Liang), completed in 629 C.E., we find the history of the famed Changgan si J¢+-<f in the 
southern part of Jiankang ‘!, where there was a legendary Ashokan stapa. In this descrip- 
tion, the word bian *#, meaning “painting”, occurs as follows: 

In the Datong period (535~546 C.E.), relics were found from the old stiapa. (The 
temple) enlarged its grounds by purchasing its neighbouring land of several hundred 
houses, built many halls and buildings and made auspicious figures surrounding these 
buildings. It was of magnificent grandeur. (The temple) had paintings from (the themes 
of) the scriptures (ff) painted —— they were all painted by Zhang Yao kk”? from 
Wu district. The technique of his painting had no equal at that time.”! 

Thus, the word bian *, in the three above-quoted texts from the pre-Tang periods, 


Li Daoyuan EbEIC (~527 C.E.). Futu 7#el is an old transliteration for buddho and it is used not only in the 
meaning of “the Buddha” but also “a stiipa of the Buddha”. 

'’ Probably, this refers to the four famous stipas in Gandhara, which were built at the places where the Buddha, 
in his former lives, sacrificed himself: (1) by cutting off a part of his thigh to save a dove from being killed by a 
falcon; (2) by giving his eyes to a person; (3) by cutting off his head and giving it to another person; and (4) by 
giving his body to a hungry tigress and her cubs. Cf. Gaoseng Faxian zhuan Hit ¥&U4 (Biography of Monk 
Faxian), T. 51, no. 2085, 858a29~b11. HY ATi Re ay ee (LEI A A dat, Ie IR I PA Bd DA HIS 
Wi. ... (HES SEWN, Witte DAA... RRM. FSO Av tt: cf. also Chavannes 1903: 
427, n. 2. 

‘ST. 51, no. 2092, 1021c12~14. RAL UH — Zs eRe lal, ATH, RVEISTE, WR, DL 
Shiv. ey NG HET ed Se ES PO A 

®T. 51, no. 2089, 989c1~4. HadEse, JER, JPA, JE, JPM, JERR. FA ZIRE, — [ile bie 
S25 — TAI SS 5 — Te 5 BSE. Cf. n. 17. 

” Zhang Yao 4x is called Zhang Sengyao ‘e#4% as well. Cf. his detailed biography which is found in the 7" 
juan of the Lidai Minghua ji VE{\%4 sti (Records of Famous Paintings of All the Dynasties), which was 
completed in 847 CE. by Zhang Yanyuan 4x23. 

"ROK, tees al, BOSC Aceh, DAeSe, care BOREALIS, SS PSE AS 
Fae, WARES. MATL, Rei. 
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does not mean “transformation” but “a figure; statue’, “‘a relief’ and “a painting”. 
: | 


(3) Bian in the texts from the Tang dynasty 

In the above-quoted Chinese translations and non-translation texts, the word bian 
%® clearly means “a design”, “a figure, statue”, “a relief’ and “a painting”, all of which are 
attested in other texts from the Tang period onwards as well. 

(3.1) Bian and jingbian #8, meaning “a painting from (the theme of) a scripture” 

I have assumed that the expression jingbian *& in the Liangshu ¥F4 (629 CE.) 
means “a painting from (the theme of) a scripture” (see 2.3). This is supported by the 
following descriptions in Shandao (##&; 613~681 C.E.)’s Guannian Amituofo Xianghai 
sanmei gongde famen hcx TARE PETA =D GIEP] (Teachings of the Merits of the 
Samadhi of Contemplation on the Ocean-like Marks of Amitabha Buddha) (T. 47, no. 1959) 
which states: 

Moreover, if somebody paints or makes “fa painting of the arrangement of the Pure 
E32) and contemplates day and night on its jewelled ground, they can annihilate their 
grave faults during eight billion aeons of transmigration at every thought in this life. 


Also, if (somebody) paints a painting based on the scripture ((KikSs2%), and contem- 
plates on the decorations of the jewelled trees, jewelled ponds and jewelled palaces, they 
can annihilate their faults during immeasurable, incalculable billion aeons of transmigra- 
tion in this life.” 

The expression jingbian *&% also appears in Xuanzang (K4#®)’s biography, 
Datang Daci’ensi Sanzangfashi zhuan KiS$ KRESS GEM (T. 50, no. 2053), 
compiled in 688 C.E. by Huili %{\% and Yancong 2%, in the following context. When 
Prince Foguangwang {iG (later Emperor Zhongzong of Tang J#f"Fa% [656~710 C.E.]) 
was one month old in December, Xuanzang presented him with a robe and a letter, in which 
he wrote: 

“ .. Thus, I dare to present one juan of the Prajnaparamitahrdaya scripture, written in 
golden characters, together with a case, one painting of the Bao’en jing (FRAKES), one 
set of kasdya-robe and priestly robes, ...”” 

In addition, the expressions jingbian #*$% and bian %, meaning “a (mural) 
painting from (the theme of) a Buddhist scripture”, occur repeatedly in the Lidai Minghua ji 
RE{\4 stad (Famous Paintings through the Dynasties), written by Zhang Yanyuan Wee ue 
(ca. 815~ca. 877) in mid-9" century. In its third juan, there is one chapter which specially 
deals with mural paintings in the Buddhist and Taoist temples in Chang'an %, Luoyang 7 
and their outskirts. In this chapter, except for the above-discussed expression jingbian #€ 


2T. 47, no. 1959, 25a8~12. MHA A, PRS Rt eet, AA eas, BE eee 
TEBE ZIFF. SSE, POPPER, Pt, PPB, SLE eI a Bd 1 RE ZB. 

3 T. 50, no. 2053, 272b12f. HILO BOA DRS — BIE ER, ARR, PRR CAL... = T. 52, 
no. 2119, 825al16f. Cf. Mair 1989: 167; Zheng 2011. 
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%8>4 we find references to paintings from (the themes of) various scriptures, such as the 
Avatamsatakasiitra (42/82), Chuzaihuan jing’ (GRIESE), *Dasacakra-Ksitigarbha- 
satra (tii, = RR), Jataka = (AS4 TES)”, =Karmavibhanga (Se#RAE HSE)”, 
Sukhavati-vyttha GPL)", Siirya-garbha- and Candra-garbha-sitra (A ge A jae 2)”, 
Suvarnaprabhdsa-sitra (42 1GHAR8)*, Vajracchedika Prajnaparamita (SENHA). In 
addition, in the seventh and eighth juans, where the styles and works of painters are 
described, the author refers to paintings from (the themes of) the Lotus Sutra (7 ##%4)* and 
the Ratnakita-sitra (RAKE). 

In the same text, paintings from (the themes of) a Taoist scripture the Mingzhen jing 
HAI are called bian ® as well.” 

In the Liuzu Tang jing 7\*H34% (The Platform Sutra of the Sixth Patriarch), a 
collection of Huineng (tH# 638~713 C.E.)’s teachings, which is believed to have been 
composed in the 8" century but underwent continuous additions and revisions up to the 13" 
century, bian *2, meaning “a painting”, from the themes of the Lankdvatarasatra (FAIM) is 
referred to.** 

The Sitaji <3 iid (Record of Monasteries and Stipas), written by Duan Chengshi 
PYM SX (8032~863 C.E.) between 843~853 C.E., also refers to a painting from the themes of 
“the verses of colours” in the Dazhidulun KE iim, a Chinese translation of the Maha- 
prajnaparamitasastra by Kumarajiva.” 


“ARSE JR RIA, Pes, GAH, | ES. ASPIRE, Dk, Se Pa 
Gerba, Becket, texEVGHt, This expression is found also in the 9" juan of the same text: Pye It, Bil 
FaQH Xk) IAF, WER, RRS, AEE, Like, EA ee, (AP SERA. Ie, Peet, Bt 
Whe, fH AVEBR. RRA, RE RGRLKZSE, Peet, MISE, ATR, 

2s Geis HS PYRE CSE) B,D, ASP... PECL HE (SHE) 8, 

© Sengyou {4 #Hi (445~518 C.E.)’s Chusanzangji ji th =j&atSe refers to a scripture, the Chuzaihuan jing PRE 
EGR, translated by Bai Yan [1% in mid-3" century (T. 55, no. 2145, 7b4f.), which is now lost. Cf. the Chukong- 
zaihuan jing PRRRK RK (T. 17, no. 744), translated by Shengjian 48% of the Western Qin PH4S dynasty (385~ 
431 CE). 

7 Kes FY, et (RR) 

8 SES... THRICE (Tlisi) 8, REET LL CTE) ETRE), 


ae 


oebesp ... GORE, Tita (AGT) 6, ; SAS anal, PANES CATT) 3, MERRY 
fH, Pete. : {CEES Pat, Pail CATT) SB, BEI, SRD FE 

SO CBESE 2. CA IBCH HBG) BES CSET) BAS CET. 1, no. 80. HES MUS dE UK, 
KS PREAH, Db ENE, | CIE) BE, 

2 ESE... CAIBCA HBG) BEDS CSET) BA... AE CAA SSH. 

3 RUE... PAS, Seo (<CHE) BE. 

M BARES EPR, Skat (RTM) SE ala SIF A ee 

3S REF ... (HEHESE LPRAK ... ). 

36 ROG fina. (FA, CBee hal) .  CERRRRE) 8, BESTY). 

37 HEB IRAE, Fat (WY EGR) 52, ; PAUL = VEC ARSED, | (HERE) BB, ep 
RE, itty Gae, 

*T. 48, no. 2007, 337b17. FFARIALHI A TALIS. IAC, Pee CHM) SB; 337c3. FAD, 
jal <— fi) fis HE AS ZAK, PARR Fv. -)t (ES) %£, The same issue is referred to in a later text, namely the 
Jingde Chuandeng Lu 52 t{4kE5%, composed in 1004 C.E. by Daoyuan iJ: T. 51, no. 2076, 222c24f, HeHEAS 
Kew CH) BA. Here, bian * is replaced by bianxiang ®4H. 

» T. 51, no. 2093, 1023b20~23. “VRS? PME LL, Hoek Cae) fates, fal Fal, 
SPN, MEV ABE $2, These sentences are quoted in the 5" juan of the same author’s other work, namely 
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(3.2) Diyubian WaiKS, Jingtubian }RA-S, Weimobian MEE etc. 

Diyubian Hi, meaning “a mural painting of hell”, which first appeared in the 
Chinese translation of the Ksudrakavastu of the Milasarvastivadins (ca. 710 C.E.) (see 1.3), 
is also found in later texts with the same meaning, e.g.; in the above-quoted Lidai Minghua ji 
FE(\ 4 seid (mid-9" century)”, the Sitaji #44 iid (843~853 C.E.)"' and the Youyang Zazu PY 
Ba HEAH (ca. 860 C.E.)*, both by Duan Chengshi Bes%sh (803~863 C.E.). 

Painting the Pure Land seems to have been very popular, as Jingtubian }#t1-.%4, 
meaning “a (mural) painting of the Pure Land”, and its synonym Xifangbian Va7T Se, 
meaning literally “a (mural) painting of the West”, often occur in texts of the Tang dynasty 
onwards. A prominent poet of that dynasty, Du Fu #LFA (712~770 C.E.), composed a poem, 
namely Guan Xueji shaobao shuhuabi #iRAEY PRS et "= (Looking at Calligraphy and a 
Mural Painting by Junior Guardian Xue Jia) in 762 C.E., in which he used the expression 
Xifangbian V7. This word and Jingtubian }$t-. are found in the Lidai Minghua ji* 
and the Sitaji* as well. 

Painting a theme of the Vimalakirtinirdesa has been very popular in East Asia as 
well. We find the expressions Weimobian EES! Weimojiebian #EFEG%é and Weimojie- 
xingbian MEE Gifs in the Lidai Minghua ji’ and weimobian HEHES in the Sitaji Sad 
(843~853 C.E.).”” 


The Buddha’s entering into parinirvana was also a popular theme. We find the 


expression niepanbian {288% in the Lidai Minghua ji.’ Such mural paintings are also called 


niepan bianxiang YASH” or miedu bianxiang WAFESFA® in the same text. 


the Youyang Zazu Xuji PaAbaAEAINIEE (ca. 860~863 C.E.), in which the character “42” is missing. The “verses of 
colours” (f4fé) probably refer to those found in T. 25, no. 1509, 124b27~c27, in which manifold kinds of 


colours of flowers are described. : 
“ Tn the third and ninth juans, this occurs eight times: MAS ... HZ PPM, GRAB et, CL) 


Ys. ; SUAS ... POAC BRI HAS, MAR REG, ; USF = BAGCHTRE, DSA RSH. etc. 
“|'T. 51, no. 2093, 1023a16~19. MBH HERAT... PAS PISS RE b, GK AA, SE SK, 
BRIBE, fiz, AER. ath ia, These sentences are quoted in the 5" juan of the Youyang Zazu 
Xuji. 

“In its third juan: SWik—-A=TN. ... QURSRH EHR, MER ak, FAM, Fe ALZS. lel AT 
47 FR — HR, 

SARA TTI, Te ZOAM i. THBP, (Ae, BOHRA, HET, BR, FPA 
SH, MARA, THAINRI. BHAT, WT, Mia TTR, gelhikeate, BYRBEIR 
@, FIGGHAHL, WTB, SRA 

“Tn its third juan: 224657 Oh BOA it HARKS... PME SES, SETS, BET, IG 
ESF... MFM ar PaaS, ; BRS. IRIAN, SG, Ee, TRE, PEEP TA, ON Sk. etc. 

ST. 51, no. 2093, 1023a16~21. He RAS ... URS RNAS, BC, ated 
Z, Si7kK AYRE, These sentences are quoted in the 5" juan of the Youyang Zazu Xuji, which reads }¢#é 
instead of PRHE. 

“In its third juan: Zc ... BABE, SRE: ase... VOR bebe, Ses WERERETT 4, ; in the sixth 
juan: shri... SO CHEAT) 8. 

“TT. 51, no. 2093, 1023627. CH BEDIE: mESP ... ) UREA HEE BEEPS, This sentence is quoted in the 5" juan 
of the Youyang Zazu Xuji, which also has another occurrence of this expression: Z Hj KIKSF ... WUE 
Src, et AS ee A AL es MEE", This sentence is missing in T. 51, no. 2093. 

‘8 In its third juan: ABASF ... WAGHARES, PyEGa. ; GESeSP ... WURDE, epee, Ae. ; 
in the eighth juan: a2RF} ... CER ASR BEAR SS EES, NASW E, BLEACH SE) IA. 

In its third juan: FAS?  HRCRA, Pee PAR 

° Tn its third juan: AZSSF ... HOM, SE BEE A. 
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The Lidai Minghua ji refers to mural paintings of various Buddhist themes as well. 
Especially in Jing’ai Temple 435%, there were manifold mural paintings in the buildings 
within it, such as paintings of Vimalakirti, Vairocana, the Prince in the Lotus Sutra (7E#£AS- 
%), the Assembly of the Buddha of the West (i.e. Amitabha), the Sixteen Meditations (based 
on the Guan Wuliangshou jing US), King Yamaraja (alae), the Avatamsakasi- 
tra ( (Elie) 88), Maitreya in the West (F477 5fJit)), monk(s) on a journey to the West, the 
Strya-garbha- and Candra-garbha-siitra (7 je A jaa), Karmavibhanga (E#RAE HE), 
*Dasacakra-Ksitigarbha-sitra (lif), and a (mural) painting of the West (Pa 77#).°! 
These descriptions remind us of the murals in Cave 217 of the Mogao Caves near Dunhuang. 

The same text also refers to the mural paintings of “(the Buddha’s) conquest of 
Mara” (Kt)s4)°, of “Maitreya’s descent to this world” (fH) FA 2)3, of Maitreya (GW) 
62), of the Healing (Buddha) (42hiN)°5, of Vajra(pani) (<tItll])%° and of miscellaneous 
buddhas*" (#E(9h) in other temples. 

(3.3) Meaning of bian in the texts from Tang dynasty 

Thus, bian *# in the above-quoted texts clearly means “a painting on a Buddhist 
theme”. In the above-quoted Lidai Minghua ji FE{\# sti (Famous Paintings through the 
Dynasties), a type of painting called tu |! also appears repeatedly, such as a mural painting of 
“(the Emperor’s) going to the East and conducting sacrifices (on Mount Tai)” (Hi#tTal), a 
painting of (Travels to) Western Lands (Pusaclel), of a drunken Taoist (MEET), of the 
seven saints of the Tang dynasty (Jif #122 hal), of Gaozu and the Royals”(iitl Aci + lal), 
of female entertainer(s) (<4 THl) etc. Tu refers to non-Buddhist paintings, whether it be a 
mural or not. 

However, there is one occurrence of bian *£ in the Lidai Minghua ji, meaning 
probably just “a painting’. It concerns the outstanding painter, Wu Daoxuan 42jHX% where it 
states: “Wu Daoxuan ... would paint on the walls of Buddhist temples, employing, according 
to his fancy, strange rocks which (looked as if) one could touch them, and rushing torrents 
from which (it seemed) one could ladle (water). And furthermore (while) on the road to Shu, 
he drew the landscape, and as a result of this, the development of landscape painting (IL 7KZ 
$8) began with Wu and was perfected by the two Lis (General Li and Grand Secretary Li).”** 


‘Tn its third juan: 2S = AEP. AS ORI Ei, tek, APIO, Be, Sbias 
WX), GEARS SABI, RTE). Pa, Peace Gea), NA TELE SE (Be FELT). 
PEM GEAL BE, CHER) BE ESSE), AGREPY PETAL, PPK Cece), AS Gest, 8 
AEX). HEPHW EE, PETS, SRT, PETE =A, SERA, FEE) mE Pa 
ABBE, eeu AR See Fail) (AC ee) SE CRRA) BE (eH, PRM. (IER PRE) 
FEREF HL, ATDAESHEtL), HGRA (Pili) SE CER). OME DUTT BE, 

° Tn its third juan: JOAESF  REHEDCA ACHES Pa find, ef at kee a SS 

3 In its third juan: T#aise ... sf RAE SS, 

“Tn its eight juan, concerning the painter Dong Boren Hi{A{—, the author writes: (JAlHATFIChelal) . HETESE 
Paltie, NSE, COMES Ache) .  (BSDC TEI KSel) , TX. 

In its third juan: HABGSE ... APES TA, BERS, PRE, 

°° Tn its third juan: SUSF ... BEA RALIER IAI, FaGcA ae, Skate lillle, Ak fad. 

Tn its eight juan, concerning the painter Yang Qidan t38/t, the author writes: (PSHE IE) . (Gb 
eal) . (RARE) . GBR Shel) . ARON, HEISTK. 

STK ... FECEI OES TEE, me RR A HE, ET, Sen, EPS, HeéWik.c et, hh 
TiS, DORR, (RFE. 284). I changed slightly Acker’s English translation (1954: 156). I am grate- 
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To the above-cited, Du Fu #£FH’s poem, in which the expression Xifangbian Pui 
% appears, Qiu Zhao’ao (LIK 1638~1717 C.E.) wrote a commentary and commented on 
the word as follows: “Xifangbian means a painting of the Buddhas in the West. The Youyang 
Zazu says: ‘People of the Tang dynasty called painting bian * as well.’ ”*? The last sentence 
is often quoted, but it is not found in the present edition of the Youvang Zazu P4ba7HEAH (ca. 
860 C.E.) by Duan Chengshi B&sX 5. I doubt its authenticity, as the expression “People of the 
Tang dynasty” (J#f A) is a strange usage for an author of the same dynasty. 


(4) Meaning of bianxiang 1H 

As we have seen above, a (mural) painting of the Buddha’s entering into parinir- 
vdna is called niepan bianxiang 2828244 or miedu bianxiang WIESEIA’ as well as 
niepanbian {228 in the Lidai Minghua ji FE{\4 stad (mid-9" century). From this, we may 
assume that bian * and bianxiang *#tH are synonyms. In this text, the latter occurs only 
twice, while bian * in this meaning occurs more than 51 times. 

The expression bianxiang *44 appears in earlier texts in the Tang dynasty. 

A pre-eminent poet Li Bai 4A (701~762 C.E.) wrote a poem, called “In Praise of 
a (Mural) Painting of the Pure Land in the West painted with gold and silver paint” (<##R JE 
a PY 775? 1 eH). Its title and preface contain the expression bianxiang *#£4H, meaning “a 
(mural) painting”. 

In addition, in a text, namely the Wangsheng Xifangjingtu ruiying zhuan {£4 Pa 75 
14 + Fin EF (Accounts of Rebirths in the Pure Land in the West as Auspicious Retribution; T. 
51, no. 2070) by Wennian ik (dates unknown), and Shaokang 77 §(?~805 C.E.) later than 
774 C.E., we find some occurrences of bianxiang ¥#4H, meaning “a painting on a Buddhist 
theme”, e.g. “a (mural) painting of hell” (HW4i3244)%, “a (mural) painting of the West (i.e. 
the Pure Land)” (P7744) and “painting of the Pure Land” (j4t-.4H).™ 

In the fifth juan of the Youyang Zazu -4ba'EAH (ca. 860 C.E.) by Duan Chengshi 
Bewsk, we find a mention of “a mural painting of (Mafjusri’s) consoling the sick (Vi- 
malakirti) in the Vimalakirti(nirdesay’ (MEFEIHRS24H).© 

In the Liuzu Tang jing 7\*HSHKX, which is believed to have been composed in the 


ful to Dr. Wu Juan who provided me with a copy of Acker’s excellent English translation of this text. 

© PETS, Sea eb EET, (PBA REAL) + SAG ENA Be, 

© Tn its third juan: SCANS WHR, Bese PEL Hee 8 Soh, 

°| In its third juan: AARP... HORT, SBE EEE, 

© Tn contrast to the Lidai Minghua ji, another record of famous paintings of the Tang dynasty in Sichuan, namely 

the Yizhou Minghua lu ttt 4 449% (Record of Famous Paintings in Yizhou), written by Huang Xiufu #4 in 

ca. 1005 C.E., has the expression bianxiang $#4H occurring 27 times, while bian % does not appear at all. 

® 104c12~13. Gea FHAP SMITE AIR, ASR, SUH, Gaga: “aM. SATIS 2” IRAE 

HHA. 

 105b24~25. FRA SG MRI, WEAR, WIN At, PHAR, Wp Per, SEAL: fi OE Ee EP 

1?” RSA, ... 105c6~7. 55 GSES) TAS, EIS Si, Le RE-MBE 

e aoe WAAL, CERDR. IL WS OPUS. KAT. DATA. ASEH Ee. ARIF WEB 
Fl: “RAR, AFAR.” Tre et a. A. RU. TOK RSE 

BEE, JBCARJESTH) Be S20], i EE MTS 
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8 century, but underwent continuous additions and revisions up to the 13" century, a mural 
painting on the themes of the Lankavatarasatra (THM) is called bianxiang *£4H as well. 

Chengguan Y#81 (738~839 C.E.) is said to have composed a poem, entitled “In 
Praise of a (Mural) Painting of the Land and Sea in the Avatamsaka(sitra)” (#8 )cAll #ESEAH 
4); and his disciple Zongmi ”<# (780~841 C.E.)’s commentary to the “Practices and 
Vows of Samantabhadra” Chapter of the Avatamsakasatra refers to painting murals (#24H) of 
the nine assemblies held in seven places, described in the Avatamsaka(siitra).© 

The expression bianxiang *£4tH was widely used in later texts as well.” 

As we have seen above, bian * started appearing much earlier on than bianxiang 
$844. Therefore, the former is not an abbreviation of the latter as usually maintained. The 
expression bianxiang *#tH was created probably in order to make the meaning of bian *# 
much clearer, and we can conclude that bianxiang *£tH means “a painting; mural painting on 
a Buddhist theme”’. 


(5) Bianxiang #2{% and xiangbian {%, both meaning “image, (mural) painting” 
We find the expression bianxiang *{& in the same meaning as bian *. 
In the biography of Huiyuan 1% in the Gaosengzhuan faif{4{8i (Biographies of 
Eminent Monks), completed around 530 C.E. by Huijiao HB, the word bianxiang BUR was 
first used: 
Yao Xing WKB (366~416 C.E.), the Emperor of (Later) Qin (48), respected (Huiyuan’s) 
virtues and fame, praised his talent and thought and sent him letters with an earnest mind, 
despatched letters and gifts repeatedly. He gave him an image (#8), woven with fine 
threads from Kutsha, in order to show his sincerity. In addition, he let (his younger 
brother) Yao Song Wkisi give as a gift (the Buddha’s) statue, made of jewels from his 
possession (to Huiyuan).” 
Then, in Daoxuan GH‘ 596~667 C.E.)’s Zhongtianzhu Sheweiguo Qihuansi 
Tujing ‘PR Hf Flax (ustration of Jetavana Monastery in Sravasti in Central 
India), the Buddha is said to have painted murals (#{&) of the eight phases of his life on the 
wall.”! 


In his translations, Bodhiruci @feyia (fl. 693~722 C.E.) used bianxiang *E{R 
and xiangbian {' side by side, both meaning “a mural painting (of an image of a buddha or 
bodhisatva)”: 


 T. 48, no. 2007, 337c3~8. F#HAAA, jee <P) PEAS AC RAIA Pv. -)et CPSU) 3, AAA te, 
fiat. Ja He4SE: “Hh Ae ASPR= +, PROGR, TAT, (RnMS) a: SLAPGTA, Beit 
B, AAA (tlie, ee AGH. HUET, BIBS HB<iH>. HRRIBTT, LAVA AFG. ” 

7X, 58, no. 1015, 555b13~16. 

® X.5, no. 229, 302a2~4. —, FER, “Hiner” : a, IER AE, HL, HL 
i, SORPRBE, APA, TIP, GEASS, pexeft eth, 

© E.g. X. 43, no. 737, 263c11. HSESETA; T. 50, no. 2061, 813c8~9. MIRA Patil, ‘ERE KinA a ONE (cf. 
T. 49, no. 2035, 371b-9. MIE, rar {K vA); T. 49, no. 2035, 280c9. #13240; do. 282626. ar P Hi 
Fi 52H — th; do. 47408 ~9. PAH BC HAE SEE, TE, BLE. 

™T. 50, no. 2059, 360a22~24. 4SWKELEK HUA, BREE, BRR, fae, UDA sk EA RE 
BR, DARD, MAT KER, 

7 T, 45, no. 1899, 889c4f. BEBUb HE RUAN Ae AEE AR, ee, Ob, ERK RAAB. 
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When one paints a (mural?) painting (4%) of the Bodhisatva Avalokitasvara with a 
Thousand Hands and Eyes, ... one should use a piece of white fine cotton cloth of 10 
hastas (ca. 450 cm) in length and width ... ” 
Having accomplished (preparatory religious performances), one should paint (mural) 
paintings (8%) in accordance with the teachings. ... This big painting (328) is called an 
image of the great accomplishment of the body of the Tathagata, the Superior Wheel 
(-Turning) Ruler ... All immeasurable, innumerable buddhas constantly praise this 
wonderful painting (#248) all together.” 
He translated the aforementioned text once again into Chinese. In it, the parallel passages 
have been revised a little.” 


(6) Original Indian word of bian 
To sum up what we have discussed above is as follows: 
(1)~(3): bian ® has various meanings: 
“figure”; ca. 414 CE. (2.1) 
“design” = Pa. vannamatthakamma (“decoration”) or kamma (“design”); 489 C.E. (1.1) 
“relief”; ca. 547 C.E. (2.2) 
“painting”; 629 C.E. (2.3); ca. 710 C.E. (1.3) 
“painting from (the theme of) a Buddhist scripture”; 7" c. onwards (3.1) 
“figure, statue” = Skt. bimba (“an image, picture; figure’); 709 C.E. (1.2) 
“mural from (the theme of) a Buddhist scripture”; mid-9c. (3.1) 
(4): bianxiang *£*H means “painting; mural of a Buddhist theme”; 8" c. onwards 
(5): bianxiang *2{& and xiangbian {8 mean “image, painting, mural” 

Thus, bian * was used not only in the meaning of “a painting, mural” but also “a 
figure, stature, relief, design”’. It is difficult to find out its Indian equivalent but in any case, it 
cannot be mandala, as often maintained” — this erroneous assumption was probably caused 
by its occurrences in the above-quoted esoteric scripture (1.2), in which bian *# corresponds 
to bimba, as we have seen above. This Sanskrit word, which means “an image, figure, 
statue”, is a good candidate, but only related to a god or the personality rather than to scenes, 
such as hells, the Pure Land etc. Also, the Indian word prdatiharya (“miracle”), which in 
Chinese translations was rendered as bian *, bianxian *£3i, shenbian #2 etc., and 
nirmana (“magic creation”), nirmita (do.), which were translated as bian 8 bianhua EL 
etc., are Clearly nothing to do at all with bian # in question.” 


2T. 20, no. 1058 (FP FIRB SESE HEE DS), 101b1~4. Arete RE a be A ad a 
4, BHARMERTNR— TWN, 2RMBSVFAPEe, HAIR, BATE, REPEAA-IR 


Ame AK... ; : 
BT. 19, no. 951 (FURAN ERS), 238al. Bipot, WEEE ETE, ... 238a26f. EAR MIRE 
in JAlig§ ARR, ... 239614. SR, Mine — WSR, Bukong 7422 (705~774) 


translated the first passage as follows: fri (4L, WEVEAG1T. Fett ACER (T. 19, no. 950 (Ee a Art — 
F JElliiE#%] , 198b17~18). 

™T. 19, no. 952 (ALMPIA= HARE REIS), 273628. (2A. ... 273022. PERERA MSR BS EA DG 
KR... 274623. EW SEE IE 0) ae iS EK. 

75 Guan 1947 maintained that bian % was a transliteration of mandala which is phonetically impossible. Cf. 
Mair 1989: 59f. 

Cf. Mair 1988: 1, ib. 1989: 48~58. 
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The Sanskrit word citra, which means “a variety of colour; an image, painting, high 
or full relief; a full relief or image whose whole body is fully shown’””, “a three-dimensional 
image’’’® as well as “wonder; variegated; various; strange, wonderful’, corresponds well 
semantically to bian igh (“change, transformation”; “unusual natural phenomena” [e.g. 
tianbian Ki); “strange, mysterious” [e.g. guaibian PRE. of, Japanese hen AE “strange, 
mysterious”]).” There are compounds citra-pusta “coloured clay” (an image of painted clay 
or terracotta)*’, citra-bimba (‘a painting as a cult-image”)*’, citrabhasa (“a painting as a cult- 
image”; it can be painted on a wall, metal or on a cloth”; an image painted on a pata [a piece 
of cloth, a tablet, a plate] or wall*’), citrardha (“a half relief or an image half of whose body is 
shown’”’)**. In addition, there are modern Indian expressions, which indicate citra means “a 
painting used for story-telling”, such as narak citra (“a hell painting”; Gujarati; < Skt. 
naraka-citra)*, citrakathi (‘a picture reciter”; one, who shows pictures and recites stories)*, 
and citrakar / citrakar (“painter”; in West Bengal; one, who prepares scrolls, shows pictures 
and recites stories)*’. 

I assume that coloured figures, reliefs or paintings might have been called citra or 
citrabhasa etc. in India, and the Chinese people named such Indian flamboyant colourfully- 
painted artwork, which was totally different from their own traditional artwork (traditional 
paintings were called [#l) and, hence, “unusual, strange”, bian #. The first recorded occur- 
rence of this word is found in the Gaoseng Faxian zhuan (ca. 414 C.E.) (see 2.1). Thereafter, 
this expression was applied to various kinds of artwork regardless of whatever their original 
words might have been, as we have seen above. Chinese people continued to use this 
expression to differentiate Buddhist (mural) paintings in the Indian style from Chinese 
traditional ones. However, the words citra (“painting”), citrakara (“painter”) etc., which 
appear often in Buddhist scriptures, were translated as hua #1, huashi #+hili etc. instead of 
bian *&, *bianshi *2fill etc. Probably, the Chinese translators preferred to use the traditional 
expressions in translations. 


(7) Meaning of bian ¥ and bianwen X in the Dunhuang manuscripts 
and zhuanbian ##{$% in late-Tang poetry 
The expression bian * is also found as part of the titles of several Dunhuang 
manuscripts, which are thought to have been written between ca. 920~980 C.E.*’, e.g: Pomo 


™ Acharya 1934: 195 = 1946: 173, s.v. CHITRA. The same word means “painting, photograph, portrait” in 
Hindi. 

8 Cf. TAK II 244, s.v. citra, “[three-dimensional] cult image”. 

” The idea that bian *£ in question might be a translation of Skt. citra was raised previously in 1947 by Zhou 
Yiliang JAl— EL = 1996: 162~169 = 1998: 294~302. Cf. Mair 1989: 63. 

* Cf. TAK II 245, s.v. 

51 Cf. TAK II 245, s.v. 

® Cf. TAK II 245, s.v. 

8 Acharya 1934: 196 = 1946: 174, s.v. CHITRABHASA. 

*4 Acharya 1934: 196 = 1946: 175, s.v. CHITRARDHA. 

SS Cf. ib. 106f. 

*© Cf. ib. 86f. 

7 Cf. ib. 87f. 

88 Arami 2003: 75~77. 
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bian W255, Xiangmo bian WetG, Baxiang bian /\ FA, Shunzi bian #¢¥-¥4, Liujia taizi 
bian BIARK FS etc.* | assume that bian * in these titles means “a painting”, thus, we have 
“Painting of (the Buddha’s) destruction of Mara”, “Painting of (the Buddha’s) conquest of 
Mara’, “Paintings of the eight phases of (the Buddha’s) life’, “Painting of (the story of) 
Shunzi”, “Painting of (the story of) the crown prince of the Liu family”, respectively. What 
are written in these manuscripts are scripts to explain the pictures, as we shall see below. 

At the beginning, the themes of bian *@ were almost exclusively related to 
Buddhism, but later this expression was applied to paintings of pre-Buddhist Chinese 
historical events and personalities as well. This is demonstrated by the titles of several 
Dunhuang manuscripts, written in the 10"century, such as the Shunzi bian #¢-Y-*4 (“Painting 
of [the story of] Shunzi”), the Shunzi zhixiao bian wen %Ef-B4%X (“Script for the 
painting of [the story of] the most filial Shunzi’”), the Liujia taizi bian ZIAKA F- (“Painting 
of [the story of] the crown prince of the Liu family”), the Hanjiang Wang Ling bian }2kt + 
(25% (Painting of [the story of] General Wang Ling of the Han dynasty) etc. In addition, there 
is a poem from the late Tang dynasty by Ji Shilao 7FFIiz (dates unknown; around 9°~10" 
century), entitled “Watching a girl from Shu roll out (a scroll of) a Painting of (the Story of 
Wang) Zhaojun” (Ai 4 ZC HEN 4 2), which deals with a famous beauty, Wang Zhaojun -EHA 
#4, who was sent by Emperor Yuan of the Han dynasty to marry the ruler of Xiongnu. In this 
connection, I should like to clarify the meaning of the expression zhuanbian ¥%& which 
occurs in texts from the late Tang onwards.”' This word might mean “to roll out a painted 
scroll” in order to show it to the audience, as 
the photograph (left) of a story-telling priest 
at Dojo-ji Temple in Wakayama Prefecture 
demonstrates: 


Etoki *ef¥¢ & performance at Dojo-ji Temple; 
photograph taken by the staff of Shitennoji, 
Osaka” 


© Cfn. 1. 

90 7 ay SHB ASE: RE, «ASK, PERS, TL, 
7BA, eee hAIRPEe, tattweis AIR, HAA EORTC. (from the 774" juan of the Quantang shi 
AzyHigf ). Cf. Mair 1989: 152f. 

°! E.g. the occurrence of this expression in the above-quoted poem (4 49 4 )#Hi(HA #4)%#. Also, a poem by Li 
Yuan 428 (802~870?), entitled the Zhuanbianren #5. (One, who rolls out painted scrolls): far dk4$ RN EIS 
RR, MARGE, Eee, ETO, Leo PHB, SNAG ASIA AA 
IRS2N, AMA F ERG=E. (quoted in the anthology of poems of the Tang dynasty, which was newly 
discovered in South Korea, entitled the Sib Chosi +#is¥; cf. Kim 2007: 38~67). There are following instances 
as well: OSH ... Juiifiat. fF ae, BUSES, FPA ee, Bilmiz, mara, Reb 
ek, EMMIPERR, AaEL. (from the Zanbin lu HMA by Hu Qu HAVE [fl. 9 century?], quoted in the 269" 
juan of the Taipin Guangji A°V-ad, compiled in 977~978 C.E.); BA LBBB AM A Rebs, LE 
AR, BGS itis, TEBE AA, (from the Gao Lishi zhuan ti 74-48 by Guo Shi ¥h¥ [700~788 C.E.], quoted 
in the 111" juan of the Shuofu #i#h, compiled in the 14" century). Cf. Takai 2010: 75f. 

” | should like to express my gratitude both to Rev. Shunj6 Ono /JEF{K, the abbot of Dojé-ji Temple WKF, 
who is in the photograph and to Shitennd-ji Temple V4K-Es#, Osaka, which possesses this photo, for allowing 
me to use it. 
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The expression bianwen %@X is found as part of the titles of several Dunhuang 
manuscripts, namely the Xiangmobian wen K&)R%£X, Da Mugianlian mingjian jiumu bian 
wen KE BZ ARAL, Damujianlianbian wen KE PEHE Xf and the Shunzi zhixiao 
bian wen *E-f- 222% XL, which are thought to have been written in the 10" century.” It 
should be noted that this expression came into existence as late as around that time.” 


In India, Central Asia and East Asia, there used to be monks or dharmabhdnakas 
who specialised in telling Buddhist stories to people while pointing to a picture or pictures. 
They explained each mural picture in detail, not only in monasteries but also pictures, which 
they had brought with them to villages and towns. Therefore, I assume that bianwen *&X 
was meant to be nothing other than scripts for such story-telling monks, and this word means 
“a script for a painting”. 

As we have seen above (3.2), the Lidai Minghua ji states that there was a mural 
painting called “(the Buddha’s) conquest of Mara” (Xiangmobian (8&2) in a temple.> The 
Xiangmobian wen efi X, found in Dunhuang, was therefore a script to explain a picture 
of the same theme. In this sense, we should divide the compound as Xiangmobian wen rather 
than Xiangmo bianwen and hence, the above-quoted titles of the Dunhuang manuscripts mean 
“Script for the painting of (the Buddha’s) conquest of Mara”, “Script for the painting of 
Mahamaudgalyayana’s saving his mother from the Dark Realm”, “Script for the painting of 
Mahamaudgalyayana”, “Script for the painting of [the story of] the most filial Shunzi’, 
respectively. 

A hybrid Sanskrit manuscript of a collection of excerpts of around two hundred 
Buddhist stories, dating back to the 5" century C.E., was discovered in Merv in Turkmenistan 
— I call it “The Avadadna Anthology from Merv”.” In this anthology, the expressions 
vistarena vacyam, vistarena vaktavyam and vistarena karttavyam, all mean “(such-and-such a 
story) should be recited in detail” repeatedly, suggesting that this manuscript was written for 
a story-telling monk, who must have memorised most of the stories, and hence, did not need 
to write the stories down in full detail. It is quite probable that a master of storytelling wrote 
(or ordered to be written) this manuscript for his successor or disciple to transmit the contents 
of the stories. For him or for his pupils, these stories were completely well known and the 
writer did not feel the necessity of writing them down in full. The stories up to no. 127 
generally consist of prose, while those from nos. 131 to 193 contain very short pieces of 
prose together with one or two verses. For example, no. 159, entitled “Tree”, runs as 
follows:”’ 

The false accusations concerning Sundari(’s death should be related) in detail. The leader 
of a troop (of monkeys) recited a verse: 
“Surely to those, who have a great deal to do, the same kind of business would 
occur. Eat (for the meantime) tinduka fruit (of the tree), as much of the tree must 
be chopped down (before we are in danger)!” 


° Cf. Arami 2003: 75~77; Takai 2010: 78f. 

* Cf. Takai 2010: 78f. 

°° Tn its third juan: JGAGSF ER GEGEA ALBEE PG find, anh EE ee Bek SE 
°° Karashima / Vorobyova-Desyatovskaya 2015. 

*” Cf. Karashima / Vorobyova-Desyatovskaya 2015: 294f. 
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(The Buddha said): “It may be, (O monks, that you may think that, at that time, ...)” (The 
rest should be related) in detail. 
The features of “The Avaddna Anthology from Merv” resemble those of bianwen #2 X. 
At present, the expression bianwen SX is used as a convenient label for vernacu- 
lar and prosimetric narratives in the Dunhuang manuscripts. However, this is not correct. The 
name bianwen *X should not be applied to a text, which is not related to a painting. 


(8) Story-telling monks 

There are some pictures of a so-called “travelling monk”, wearing a hat, holding a 
fan, carrying scrolls on his back and accompanied by a tiger.*® Such pictures are sometimes 
interpreted mistakenly as being of monks who travelled from China to India, e.g. Xuanzang. 
Others assume that those depicted are Buddhist preachers who travelled from village to 
village, carrying scriptures on their backs. As preachers must have memorised the scriptures, 
it is natural to think that they were story-telling monks and what they carried on their backs 
were scrolls of pictures, namely bian * in question — like the scrolls in the above-repro- 
duced photograph. In my opinion, Whitfield was quite correct to give the title of “an itinerant 
storyteller’ to a picture on this theme at the British Library (see below). 


Left: Late 9" c.; Stein, second expedition, from Dunhuang Cave 17; now preserved at The British Museum; 
photograph from Whitfield 2004: 128 

Right: 9" c.; from Dunhuang; now preserved at the National Museum of Korea; photograph from the 
National Museum of Korea 1986, no. 22 


8 Cf. Akiyama 1965; Mair 1986; Xie (ed.) 2010, vol. 1, pp. 204~224; Feltham 2012 with further references. 
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The tradition of storytelling by monks, employing paintings, has survived in Japan 
in the form of etoki ff & (“explanation of picture”) performance.” 


2 
sa 


- 
; 


= 


Etoki #2 % performance at Taima-dera 


Temple #/i<#, Katsuragi, Nara! 


Epilogue 

As a result of deep specialisation in various fields of Asian studies, scholars 
nowadays have fallen into the so-called "silo mentality", i.e. they do not share information 
with other researchers of neighbouring fields. When I read articles by orientalists of the last 
century, such as Sylvain Lévi (1863~1935), Edouard Chavannes (1865~1918), Louis de La 
Vallée-Poussin (1869~1938), Paul Eugéne Pelliot (1878~1945), Paul Demiéville (1894~ 
1979) and Etienne Lamotte (1903~1983), I am always struck by their profound and expansive 
knowledge in the fields of Indology, Sinology as well as Buddhist studies, which must have 
been acquired from reading vast amounts of original texts and the sharing of information with 
scholars of adjacent fields. 

To investigate Chinese Buddhist manuscripts from Dunhuang, which are syncretic 
composites of both Indian and Chinese cultural elements, we need to put information of both 
sides together. The practice of creating bian *4 and bianwen *X was not invented in 
Dunhuang. The practice of preaching the Buddhist teachings through the use of paintings 
must have been transmitted from India through Central Asia to East Asia. In order to trace 
such transmission, we need to read original texts further in various languages and share 
information with colleagues in neighbouring fields. It may also be meaningful to compare 
bianwen *@& with the above-mentioned “The Avaddna Anthology from Merv” and Gandhart 


manuscripts of Buddhist narratives, discovered in recent years in Pakistan.'”' 


” Cf. Mair 1988: 111~116 and colour plate 6. 

00 T should like to express my gratitude to Rev. Jisshi Matsumura fA ££4$ of Taimadera Temple, who is in the 
photograph, for allowing me to reproduce this. 

'l Cf. Lenz 2003, 2010. 
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